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ABSTRACT
Parrott, Nathaniel Drake. Make Up! An Exploration of Choreographic Methods: Transforming
Sailor Moon into Concert Dance. Unpublished Master of Arts thesis, University of Northern
Colorado, 2022.

The purpose of this study was to examine and compare the effectiveness of certain
choreographic tools for the task of translating visual and literary material into concert dance,
specifically through translating the source material Pretty Guardian Sailor Moon. The research
sought to determine which choreographic tools used in the study were more effective than others
and more preferred than others in terms of participant responses. This was achieved through
translating the animated series Pretty Guardian Sailor Moon into a series of virtuosic dance solos
for public performance through the use of various choreographic tools, including abstract
translation, literal translation, Forsythe Improvisation Technologies, ShaGa, the specific concept
of “pathway” from the Viewpoints method, and choreographing through constraints. This study
took place over the course of January to May of 2022 with four participants, in which
participants met twice a month at a local dance studio to translate their assigned material through
the same assigned choreographic methods to create dance solos, culminating in a public
performance. To gather qualitative, descriptive data from the participants, the researcher
employed the use of a pre-survey, post-survey, and journal prompts. The results of this research
indicated that participants found several choreographic tools to be more effective than others for
the task of translating source imagery into dance.
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CHAPTER I
INTRODUCTION
Goal of Thesis
All choreographers and educators have their own personal inspirations for creating
original works of dance; however, it can be challenging to bridge the gap between inspiration
and a fully realized work, particularly when the inspiration is a literary or other artistic source.
The goal of this thesis was to explore and evaluate choreographic methods for transforming
visual and literary source material into concert dance through the lens of the magical adventure
series, Sailor Moon. Creating this original work from Sailor Moon confirmed that certain
choreographic tools are more effective than others when translating literary material into dance.
Participants were able to understand several methods of translating visual and literary material
into dance and may carry these newfound understandings and personal evaluations of these
methods into their own choreographic practices. Readers of this thesis can gain an understanding
of the researcher’s endeavors to create more academic literature on the translation of art and
literature into dance and be able to apply findings into their own work. This study also provides a
foundation for future attempts in translating other source material in this manner, which can
bring exposure to several choreographic tools and devices. As Alma Hawkins said in her book,
Creating Through Dance, “Bringing a new dance into being is truly a creative act” (85), and this
study aspired to aid others in their own original creative acts.
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Purpose of Study
An infinite list of choreographic tools and methods exists for choreographers and
dancemakers to discover and use to tell stories and convey moods. In a similar vein, there are
infinite sources of inspiration to create a work of dance, including art, film, and literature, lying
in wait to be used. While these sources can be excellent points to begin a choreographic journey,
there exists temptation to create literal translations of these sources into choreography rather than
abstracting the themes found within them into distinctly original choreography; while both may
be valid choices and are dependent on the choreographer’s intent, this research sought to use
various methods of abstraction as the main method of manipulation. This study sought to bridge
the gap between taking inspiration from a visual or literary source, in this case Sailor Moon, by
selecting choreographic tools and devices to accomplish the goal of transforming the source
material into an original work of concert dance.
The comic and television series Sailor Moon provided an inspired choreographic vehicle
for this study due to its rich imagery, like powerful poses, and relatable human themes, such as
loneliness and resilience (Takeuchi). Within Sailor Moon a plethora of vivid images, repetitive
gestural movements, and repetitive spoken lines are available as seeds for choreography, such as
Sailor Moon’s classic transformation from an ordinary schoolgirl to a hero and her catchphrase,
“In the name of the moon, I’ll punish you!” (Takeuchi 71). Utilizing Sailor Moon as a means and
inspiration for creating dance allows the opportunity to create a “choreographic object”, which
according to notable choreographer William Forsythe is “a model of potential transition from
one state to another in any space imaginable” (91). The use of the material, Pretty Guardian
Sailor Moon, as a choreographic object allowed for the creation of a work of dance that allowed
the researcher to analyze and evaluate the methods of creation in hopes of future study and use.
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Significance of Study
This study is primarily intended to aid choreographers but can also encourage all who
study and appreciate dance. In searching for research in this field, specifically transforming a
singular literary concept into dance, few items have been published pertaining to this topic.
While there are several sources that discuss transforming works such as Shakespeare or various
poetry into dance, this study can provide an example of transforming a contemporary multimedia
subject material, establishing a boon to the current body of research in this discipline. Future
scholars of dance and choreography will gain an understanding of the author’s research
methodology for upholding this study’s goal of delineating which specific choreographic
strategies are effective for transforming written material into dance.
Dance educators can also benefit from this study, particularly those affiliated with
composition courses or choreographic lessons. As educators are constantly seeking new methods
to incorporate into their teaching practice, this research provides choreographic devices to use
with dance composition and improvisation students. While the devices used in this study were
evaluated in terms of their effectiveness of translating imagery into movement, they can also be
explored and used in the classroom context for pure dance composition in addition to movement
translation, which will provide more tools in the student choreographer’s toolbox.
This research provides an awareness of tools and devices used in concert dance that
choreographers may not have previously encountered or experienced, potentially expanding their
available body of knowledge. Learning the tools discussed in this study may lead to a
choreographer reinvigorating their personal practice, departing from their habitual methods of
composition, or at the very least experiencing something new and evaluating it for themself. This
research seeks to encourage educators and choreographers to try something new.
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CHAPTER II
LITERATURE REVIEW
Movement Translation
When creating new works of dance, choreographers sometimes rely on a process called
movement translation. At its core, movement translation is taking inspiration from a specific
concept and then transforming that concept into dance. According to Jess McCormack, author of
Choreography and Verbatim Theatre, “translation is a word that is used in the field of dancetheatre to address something other than an interlingual transfer between two separate verbal sign
systems” (McCormack 6). Although dance is not inherently verbal communication, it shares
similar aspects to theatre in that dance intends to communicate ideas, feelings, and concepts with
its practitioners and audience members. Movement translation can be literal or abstract and can
be used to portray a myriad of concepts, whether they be literary or anything possible.
Literal Movement Translation
Literal movement translation refers to transforming a choreographic inspiration into a
literal representation. In her book, Using Movement to Teach Academics: The Mind and Body as
One Entity, Dr. Sandra Minton describes methods for literal movement translation by essentially
saying that the essence of literal movement translation is to move like a concept or create a body
shape that looks similar to the concept (Minton 25). Minton provides a specific example of literal
movement describing students pressing their hands together up high and walking in a circle to
represent the shape of a mountain (26).
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Abstract Movement Translation
According to Webster’s dictionary, abstract refers to “relating to or involving general
ideas or qualities rather than specific people, objects, or actions.” Consequently, the goal of
abstract movement translation is to create an abstraction – “an abstract composition or creation in
art” (Webster). An abstract translation shows the choreographer’s feeling response to the
inspirational material rather than trying to portray a literal recreation, such as creating a dance
that shows the choreographer’s interpretation of a red apple, rather than doing a piece dressed as
a red apple. The book, Using Movement to Teach Academics, describes the abstract movement
translation as following this process:
On the top, abstraction begins with a concept. In the previous example, one concept was
the lobby of a building. Next, feelings emerge in response to the concept. This response
in turn can bring images to mind. These images can be memories of past experiences or
images connected to your current feelings. Finally, the feeling response, in combination
with the images and memories, is transformed into actions. If your feelings about the
lobby are happy, your movements may be fast and large and performed at a middles or
high level. In contrast, a sad reaction to the lobby may cause you to create small, slow
movements performed at a lower level. (Minton 39)
Abstract translations allow choreographers more freedom to create original material rather than
limiting themselves to only creating literal representations. Choreographer and dance educator
Alma Hawkins states that creative work must be able to convey meaning, and this is achieved
through understanding abstraction (Hawkins 95). The original inspiration and abstract responses
can be “transformed into a symbol that is expressive of human feelings” by ensuring that the
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abstracted qualities from the original source are able to be formed into the choreographer’s
vision and are synthesized into a work with a “clearly apparent” intent (Hawkins 96).
Translating from Literature
Literary sources can provide inspiration to choreographers to create or compose dance
works and have been used throughout time, as seen in classic story ballets like Cinderella and
Snow White and The Seven Dwarves where these stories have been adapted to dance for the
stage. Elizabeth Klett describes several dance translations of various literary works by William
Shakespeare in her book Choreographing Shakespeare: Dance Adaptations of the Plays and
Poems. As one of these works, Klett analyzes José Limón’s “The Moor’s Pavane,” a one-act
retelling of Shakespeare’s Othello (92). Within this piece, Limón took inspiration from events
that took place in Othello, such as whispering and the passing of a handkerchief, to create
choreographic motifs that appeared throughout the piece (Reach 94). Additionally, Limón took
inspiration from relationships between the characters to craft events throughout the piece, such as
a pas de deux between Othello and Iago, Othello murdering Desdemona, and the constant
passing or theft of a handkerchief between dancers (Reach 94).
Translating from Abstract Concepts
Not all choreographic inspirations are tangible stories such as dance adaptations of
Romeo and Juliet or The Three Little Pigs but may instead be concepts that are generally abstract
or intangible to the public, such as chemistry or other somewhat nebulous ideas. In the MFA
thesis “Molecular Dance,” Savannah Reach seeks to employ concepts found in chemistry, such
as entropy and chemical kinetics, as inspiration for new movement material in dance to create
new compositions based on abstract thoughts and theories (vi). Reach describes her reasoning for
choosing several of the concepts to be translated: chemical kinetics, the study of how molecular
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motion causes change over time, as a jumping off point because she envisioned parallels between
chemical kinetics and Rudolf Laban’s studies of accelerating and decelerating movement (6).
When choreographing, Reach used several improvisational exercises to reflect chemical
concepts, such as mirroring to show symmetry (25). Reach also used the placement of dancers on
the stage to reflect the concept of entropy, the measurement of chaotic movement of particles:
dancers started in a tight cluster yet began to randomly scatter over time as the selected music
picked up in intensity (21).
Choreographic Theory
Choreographic Tools
Improvisation
Improvisation in dance refers to the spontaneous creation of new movement. Dance
improvisation can be used as both a teaching tool for refining skills such as partnering, focus,
and concentration, and as a means for generating new movement for choreography (Morgenroth
3). In Dance Improvisations, Joyce Morgenroth lays out a plethora of improvisation structures
for educators’ use, exploring many dance concepts such as weight, shape, and time along the
way. While these structures are primarily intended for use purely improvisational tasks, they can
also be repurposed to fit a choreographer’s needs; the “Individual Body Parts” exercise could
stray from its intended purpose, moving individual body parts to explore the movement possible
when leading with each part, transforming into an intentional phrase of isolations for use in
choreography (Morgenroth 103). As Morgenroth stated for creating through improvisation:
Structured improvisation is a mixture of conscious choice and spontaneous reaction. It
includes periods of sustained concentration and moments of unreproducible magic. By
responding to each other’s imagination, intelligence, style, and energy, the dancers find
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themselves breaking through the patterns of thinking and moving that have limited them.
Witness the spontaneous outburst of laughter and applause at the end of a successful
improvisation. (Morgenroth xiv)
Laban Movement Analysis
Many dancers and choreographers use Laban Movement Analysis (LMA) to aid in
describing their work in terms of its movement qualities; choreographers also use LMA as a
means to help choreograph in order to be sure they are creating work that is diverse in terms of
the qualities and textures of movement. Rudolf Laban was a European movement theorist,
devoted to studying human movement, whether it be the way factory workers walk through their
workspace or dancers on a performance stage (Newlove 11). Laban for All by Jean Newlove and
John Dalby disseminates the basic tenets of Laban’s teachings, such as movement scales, the
four motion factors, the eight basic efforts, the four drives, and other concepts from Laban’s
research. The aforementioned can be used to describe the components of any movement: tripping
and falling downwards would be sudden, heavy, and direct. However, one could consider
Laban’s teaching as tools to create new movement, such as choosing to create movement that is
indirect, light, and sustained to integrate into choreography.
Laban’s movement scales include the dimensional scale, the diagonal scale, the ‘A’ scale,
the ‘B’ scale, and the primary scale (Newlove 62). These scales provide patterns and pathways
for movement to take place within one’s kinesphere, “the personal space surrounding each one of
us and extends as far as we can reach in any direction” (Newlove 17).
The four motion factors are space, time, weight, and flow. These factors make up all
movement, both pedestrian and dance, and allow movement theorists to describe how a
movement is being executed. Space in this aspect refers to the mover’s pathway through space
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and can be either direct or indirect (Newlove 114). Time can be further divided into sudden or
sustained (Newlove 153). Weight can be classified as strong (heavy) or light (Newlove 150).
Flow can be described as bound-flow or free-flow (Newlove 127).
Laban’s eight basic efforts are pressing, flicking, wringing, dabbing, slashing, gliding,
punching, or thrusting, and floating (Newlove 129). These efforts help describe various
movements and can be used as a choreographic device. As an example, pressing is an effort that
can be found in everyday life and in dance; a press is categorized as a movement that is direct,
sustained, and strong (Newlove 130). A choreographer could choose any effort and find how
many movements could come from this; pressing can then expand from just pressing with the
hands, to pressing from the foot, to pressing the pelvis through space, and so on, allowing
Laban’s basic efforts to generate choreography.
Viewpoints
Some choreographers use a method called “Viewpoints” to aid in composing work and
training dancers and actors. The Viewpoints Book seeks to be a “practical how-to guide through
the stages and applications of the work” for the Viewpoints and Composition method, originated
by Mary Overlie and Aileen Passloff. The Viewpoints and Composition method was expanded
upon and recorded by the coauthors of The Viewpoints Book, Anne Bogart and Tina Landau.
Viewpoints in described by Bogart as,
a philosophy translated into a technique for training performers; building ensemble; and
creating movements for the stage. Viewpoints is a set of names given to certain principles
of movement through time and space; these names constitute a language for talking about
what happens onstage. Viewpoints is points of awareness that a performer or creator
makes use of while working. (8)
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There are nine Physical Viewpoints further divided into the Viewpoint of Time which
includes tempo, duration, kinesthetic response, and repetition; and the Viewpoint of Space which
are shape, gesture, architecture, spatial relationship, and topography (Bogart 11).
Bogart and Landau refer to Composition as “the practice of selecting and arranging the
separate components of theatrical language into a cohesive work of art for the stage, a method
for revealing to ourselves our hidden thoughts and feelings about the material”, and “a structure
for working from our impulses and intuition” (Bogart 12). The Viewpoints Book provides
exercises, discussions, and tools for implementing Viewpoints and Composition into current
creative practices and encourages readers to create without judgement and to work with soft
focus – allowing one’s eyes and focus to soften to be able to take in more information, allowing
the body to become more sensitive and receptive rather than staring and focusing on a particular
visual stimulus (Bogart 31). Bogart and Landau also impart that when creating, there is an
“opportunity to create a universe from scratch”, and to “hold on tightly, let go lightly. Dive into
any endeavor with strength, fortitude, and intention, but at the same time be willing to adjust.
Know what you want and be completely unattached to getting it” (Bogart 161).
Forsythe Improvisational Technologies
William Forsythe’s Improvisation Technologies are a technique created by Forsythe to
train dancers for the Frankfurt Ballet as well as to aid in generating choreography (Ziegler 46).
The Improvisation Technologies consist of a series of tasks and ideas such as “point point line”,
“dropping curves,” and “room writing” (Forsythe). This method was originally released in 1999
to the public for use on a CD-ROM program titled William Forsythe: Improvisation
Technologies. A Tool for the Analytical Dance Eye. Ziegler acknowledges that the CD-ROM
program is no longer as accessible and was created at a time when the internet wasn’t equipped
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for sharing video like it is now, and that there are unauthorized uploads of the material on
websites such as YouTube (Ziegler 51). The Improvisation Technologies are an example of
formative choreographic structures that still resonate with choreographic approaches today.
Approaches to Generating
Choreography
In his essay, Choreographic Objects, William Forsythe describes his thoughts on what
choreography is, rather than detailing his process. Through his discussion, Forsythe makes clear
that his thoughts on choreography are multifaceted, cueing this to readers in the first line:
“Choreography is a curious and deceptive term. The word itself, like the processes it describes, is
elusive, agile, and maddeningly unmanageable” (Forsythe 90). Forsythe also defines his term
choreographic object as “a model of potential transition from one state to another in any space
imaginable” (Forsythe 91). A shift in thought from a vague choreographic idea to a
choreographic object that is waiting to be transformed into dance, or another medium for that
matter, could prove helpful to choreographers.
In her 1964 book Creating Through Dance, dance educator Alma Hawkins believes that
dance should be a creative experience, rather than just organizing sequences of movements; the
ideas of Hawkins are still taught in current times. To Hawkins, “the dance is a symbolic form
which reveals the creator’s inner vision” (4). Hawkins discusses how to develop and foster
creativity within dancers, acknowledging that it will take time and that all students progress at
different rates (29). Later in her text, Hawkins shares her thoughts on how to create new work,
including how dances can be structured to be viewed effectively (88). Alma Hawkins’s
philosophy is well-summarized by her opening paragraph:
Dance is one of man’s oldest and most basic means of expression. Through the body,
man senses and perceives the tensions and rhythms of the universe around him, and then,
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using the body as an instrument, he expresses his feeling responses to the universe. From
the fabric of his perceptions and feelings he creates his dance. Through his dance he
relates to his fellow man and to his world. (3)
In Everything Old is New Again: Reviving the Traditional Choreographic Pedagogy of
Louis Horst and Doris Humphrey, Myron Howard Nadel encourages dance artists and educators
to incorporate the older methodologies of early 1900s choreographers Louis Horst and Doris
Humphrey (11). Specifically, Nadel urges educators to incorporate more improvisation into
creating movement for dance compositions. As an exercise in composing, Nadel cites one of
Humphrey’s standards: dancers create a short snippet of two movements and then must
manipulate those movements seven to eight times, each time changing the qualities and
components on the initial movements (14); this device is now referred to as a motif and
development. By the end of this exercise, students would have choreographed a short phrase
created from variations of their initial theme. According to Nadel, “The assignment opened a
world of possibility and variety derived merely through manipulation of a movement theme. The
choreographer, composer, or poet who can manipulate will never be out of ideas” (15).
In her book, Foundations for Performance Training: Skills for the Actor-Dancer, Cara
Harker describes some of her methodology for creating new material. Specifically, she explains
that “choreographing through constraints”, placing limitations on oneself when choreographing,
can help to engage more creativity. An example of choreographing through constraints would be
only allowing oneself to move at a low level in space while being led by the elbow with a heavy,
bound quality. As Harker explains:
Additionally, self-imposed constraints can inspire creativity. When you manufacture an
obstacle, restriction, or “problem” that you must solve, your imagination engages. Once
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your mind starts exploring the variety of ways in which to overcome or navigate the
constraint, you begin to see new approaches to the work. The constraint can actually help
to accelerate the development of the theatrical work; when the theatre maker fully
embraces the constraint, it stimulates their problem-solving capabilities (159).
Source Material
The source material used as the basis for this study is Naoko Takeuchi’s manga series,
Pretty Guardian Sailor Moon, which follows the journey of the main character, teenage girl
Usagi Tsukino, who learns that she can transform into her alter-ego Sailor Moon, the princess of
the moon, to fight the forces of evil by yelling “Moon Prism Power, make up!” (30). This series
was also adapted into an animated television series of the same plot, Sailor Moon. Throughout
this series, Sailor Moon forms friendships with seemingly ordinary teenage girls who also have
the power to transform and fight alongside her with the cry of “Make up!” (Takeuchi 77). The
audience follows Sailor Moon on her journey from a “crybaby” in middle school to a powerful
young woman who saves the universe with her kindness and love for all (Takeuchi). Within
Sailor Moon, there are recurring themes of the powers of friendship and love, resilience, and the
overarching idea that extending compassion to someone else can change everything. A strong
example of this is when the character Sailor Mars extends an enemy a helping hand with the
phrase “If you feel your life went wrong, then fix it a little at a time. Your future begins from
now,” resulting in them becoming friends (“Battle of the Flames of Love,” Takeuchi).
The titles of the premiere and finale episodes also suggest the main character Usagi’s
growth, “The Crybaby: Usagi’s Beautiful Transformation” and “Usagi’s Love: The Moonlight
Illuminates the Galaxy” respectively, in which she ultimately saves the universe with her sheer
compassion and love for others, in this case her enemy attempting to annihilate everything

14
because she feels alone (Takeuchi). Within every chapter and episode, the audience is reminded
of Usagi’s commitment to goodness with her iconic power poses and catchphrase “I am the
pretty guardian who fights for love and justice - I am Sailor Moon! In the name of the moon, I’ll
punish you!” (Takeuchi). The Sailor Moon series ends with a recapitulation of Usagi’s original
opening monologue, but this time reflecting her growth over the few years that the events of the
series took place:
My name is Usagi Tsukino. I’m sixteen years old and in my first year of high school. I’m
a bit of a klutz, and get teased for being a crybaby, but the truth is I’m the pretty guardian
who fights for love and for justice – I am Sailor Moon. (Usagi’s Love, Takeuchi)
Summary
In order to better understand and evaluate methods for translation, it was important for
the researcher to be exposed to a variety of methodologies and ideologies of choreographers past
and present. Within this chapter, the researcher explained movement translation, both literal and
abstract, as it is the basic of this study. The researcher also described several different movement
theories and tools, such as Laban Movement Analysis, Viewpoints, improvisation, Forsythe
Improvisational Technologies, and approaches to generating choreography from choreographers
ranging from the early 1900s to 2010s. The source material and main inspiration for this
research, Pretty Guardian Sailor Moon, was also introduced and briefly summarized. The
processes and material studied helped to lay a foundation for this study to be carried out and
informed much of the researcher’s process throughout the course of the study.

15

CHAPTER III
METHODOLOGY
Research Context
The purpose of this study was to examine and compare the effectiveness of certain
choreographic tools for the task of translating visual and literary material into concert dance,
specifically through translating the source material Pretty Guardian Sailor Moon. This research
helped to evaluate which of the choreographic tools used in the research process were more
effective in the goals of translating imagery from Sailor Moon into concert dance for
performance through these essential questions:
Q1

What choreographic tools are more effective at translating source material into
movement in comparison to others used in the study?

Q2

Did participants prefer certain tools over others?

Q3

Were the choreographic tools used effective in translating material?

The researcher obtained approval for data collection for this study from the Institutional
Review Board (IRB) after submitting a detailed application outlining the purpose of the study,
research methods, research instruments, data analysis, consent forms, and participant
recruitment. Upon receiving approval from IRB (appendix A), the study began in a dance studio
located in Houston, TX and at Texas Circus and Aerial (TCA), which hosted the study’s
rehearsals and performance, free of charge.
Research Participants
There were four participants in this study, all residing in the Houston, TX area. The
participants were recruited by email with materials approved by the Institutional Review Board
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(IRB). The researcher previously knew the participants, and each were assigned a code for
purposes of anonymity. Three of the participants were of legal adult age, and one was a minor;
all participants completed the necessary consent and assent forms (appendix B) to participate in
this research. Prior experience in dance composition was not required to participate in this study,
though 50% of the participants indicated they had experience in dance composition. All
participants were also asked about their previous dance training and performance experience to
create a holistic portrait of each dancer. When participants were signing up for the study, they
were informed that there would be eight rehearsals in total, culminating with a public
performance – all participants agreed to this schedule. Participants took part in as many
rehearsals possible depending on what their personal schedules allowed with this time
commitment, although all participants performed in the public dance performance.
Research Procedures and
Instruments
This research took place over the course of five months, with rehearsals beginning in
January 2022 and the culminating public performance occurring in May 2022. During each
rehearsal, specific choreographic tools or concepts were used for participants to generate
choreography for individual solos. These choreographic tools were abstract translation, literal
translation, ShaGa, Forsythe Improvisation Technologies, the specific concept of “pathway”
from the Viewpoints method, and choreographing through constraints. After each rehearsal,
participants were asked to respond to journal prompts to gather qualitative data on the
choreographic methods used and the participants’ experiences throughout this process to aid the
study. Prompts were designed to give participants a space to reflect and think critically about the
choreographic tools used throughout the study and to determine their efficacy in translating
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images, video, and literature from Sailor Moon into concert dance. These prompts also allowed
participants to describe their preferred methods for translating material, relating to Q2.
Before beginning rehearsals, participants completed a pre-study survey to determine their
prior knowledge and experiences with the source material Sailor Moon, previous dance
performance experience, previous choreographic experience, and a list of words to help assign
characters to the participants for them to use to base their choreography from. In other words,
one of the goals of the pre-survey was to help assign a character from Sailor Moon for
participants to translate from imagery into movement. After the public performance, participants
completed a post-study survey to evaluate the choreographic methods used and to see if engaging
in this work gave them a different appreciation for Sailor Moon.
Data Analysis
Data gathered from the pre-study survey, post-study survey, and journal prompts were
used for qualitative analysis of this research. The researcher analyzed the collected data and used
it to guide the discussion of the results. Data gathered from the research instruments were used to
answer the research questions and to compare participants’ survey and journal responses with
each other. Within the data analysis, the researcher employed the use of multiple tables and
figures and compared individual responses from each participant.
Summary
This chapter detailed the process of gathering relevant information and data for this
research and described the instruments used to do so. Within this chapter, the process for
gathering participants was described, the rehearsal procedures were listed, the choreographic
tools used were introduced, and the research instruments were also explained. The methodology
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for how collected data were analyzed was also noted in this chapter. Discoveries and results of
this research will be explained in the following chapter.
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CHAPTER IV
DISCUSSION
The study sought to research methods and best practices for translating the source
material Sailor Moon into choreography, using a pre-survey, post-survey, and journal prompts as
research instruments. The following research questions were also established:
Q1

What choreographic tools are more effective at translating source material into
movement in comparison to others used in the study?

Q2

Did participants prefer certain tools over others?

Q3

Were the choreographic tools used effective in translating material?

This chapter seeks to present and analyze the data gathered from the research instruments,
address the research questions in terms of the data analyzed, and compare participants’
responses.
Analysis of Participant Responses
Pre-Survey Data
The following data were sourced from participants’ responses from the pre-survey,
gauging knowledge of the source material Sailor Moon, choreography experience, and dance
experience (Appendix). Of the participant responses, 50% knew what Sailor Moon was. One
participant had watched Sailor Moon before while the remaining participants had neither
watched nor read the material prior to this study. Participants were also asked if they have been
part of their own choreography or only choreography learned from others; of the four, all had
performed choreography of their own creation and by others.
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Three participants revealed they had translated literary or visual sources into movement,
while only one, Participant 3, had not. Participant 4 had previously translated literary sources
into movement by being instructed to form letters with their body during dance classes.
Participant 2 had translated movement by being “guided through by my college dance instructor
in a class” and did so by having “listened to the audio of a poem and created very lyrical
movement in order to tell the story of the media.” Participant 3 had not translated literature or
visual sources into movement and stated “I have only translated music, so this is new. This will
force me to try new methods.” Participant 1 has been part of a piece based on the 1941 film
Dangerous Moonlight, but stated they were not a part of the creation process; the choreographers
“took motifs from the film into the performance.”
Within the pre-survey, participants were also asked about the new knowledge or
understanding they hope to gain from participating in this project. Participant 1 wanted to know
“how to take an art form and translate it to movement”. Participant 2 would like “to gain a better
understanding of working with others in a dance context.” Participant 3 hoped to “find new ways
of choreographing [and] finding new prompts to choose from.” Participant 4 said “I’m hoping to
learn more about what my body can do and different ways to choreograph.”
Post-Survey Data
The post-survey was completed by all four participants after the May 2022 public
performance at the conclusion of the study. All four participants reported gaining an increased
affection, understanding, or appreciation of Sailor Moon after this project. Participants were
asked if there were any specific concepts from Sailor Moon that resonate with them more after
participating in this project. In response, Participant 4 stated that “the different symbols each
character?? has helps a lot when choreographing to give new ideas of what to do.” Participant 2
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resonated more with “the different personalities of the characters,” while participant 1 enjoyed
her character, Sailor Venus and liked that “the character embraced her presence.” The specific
concept from Sailor Moon that resonated with Participant 3 more at the end of this study was that
“female power is owning your uniqueness.”
Participants were also asked if they felt that the choreographic methods used were
effective in translating the assigned imagery into movement; the choreographic methods were
abstract translation, literal translation, Forsythe Improvisation Technologies, ShaGa, the specific
concept of “pathway” from the Viewpoints method, and choreographing through constraints.
Participant 3 felt that the methods were effective and that they “made me dig deep and digest the
driving factors of my character’s actions.” Participant 1 felt that the methods helped portray the
power and energy their character possessed. Participant 4 also felt the methods were effective
and that “While they were very broad, they were easy to translate into what we were assigned
and helped the choreography process a lot.” Participant 2 also felt that the methods were
effective and went a step further by explaining how they “choreographed by basing movement
off of direct images and videos from the show.”.
Next, participants were asked what they would like to differently in the choreographic
process if they were in a similar project in the future. Participant 2 wanted “more time to smooth
out the kinks”. Participant 4 would like to have music pre-selected to help choreograph to.
Participant 1 would like to have more examples, stating “I am inexperienced in choreo[graphing]
and do best seeing movement I can recreate” Participant 3 replied with a simple “No, it was
amazing”.
Participants were next asked if there were any specific methods of creation or
transformation they preferred of the following methods: abstract translation, literal translation,
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Forsythe Improvisation Technologies, ShaGa, the specific concept of “pathway” from the
Viewpoints method, and choreographing through constraints. Participants 1 and 3 preferred
literal translation. Participant 2 preferred using Forsythe Improvisation Technologies and ShaGa.
Participant 4 preferred Forsythe and literal translation.
Participants were next asked if taking place in creating the movement helped them
connect to the character or concept portrayed onstage. Participant 4 stated that they were able to
understand what the movement represented and how it related to their character by creating it
themselves. Participant 3 thought that creating the movement helped to understand the purpose
of the character. Participant 1 believed it was helpful because they had to “really consider what
she [Sailor Venus] symbolizes and recreate that through choreography,” while participant 2
agreed that taking place in the creation process was helpful in connecting to the character or
concept.
When asked if they could see themselves using any of the choreographic methods learned
in this project in their own future choreographic projects, Participant 1 could see a use for them
in future projects. Participant 3 specified that they would use the floor pattern device that was
introduced, as they “have a hard time staying in the same spot” and it “forced me to use space”
that they otherwise would not have used. Participant 2 specifically found Forsythe’s matching
points to be useful and wished they had utilized it more during the choreographic process.
Participant 4 could see themselves using all the methods in the future.
Participants were also asked how the choreographer could improve the rehearsal and
creation process in the future. Participant 4 would have like to learn all the choreographic
methods before beginning to create their own solo. Participant 2 would have liked the
choreographic methods to be further explained. Participant 3 thought the process didn’t need to
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be improved. Participant 1 would like to have visual representations of these methods on paper
as they are a visual learner.
Participants were then asked if participating in similar projects could affect how
participants feel about other visual or literary works, such as Harry Potter, Friends, and the
works of William Shakespeare. All participants agreed that being part of similar projects could
affect how they feel about the source material.
Participants were then asked to compare the process of creating and performing their solo
to learning choreography by rote from a choreographer and were specifically asked if this
process helped the movement feel more authentic in their bodies. All four participants felt that it
helped the movement feel more authentic in their bodies. Participant 1 felt that the process
helped them to personalize the choreography to their own skill level and ability. Participant 2 felt
that they could claim the choreography as their own rather than performing something created by
another person. Participant 3 reported that their choreography “did not feel forced or pressured to
be impressive, it felt true,” while participant 4 felt they had more “options to work with.”
At the end of the survey, participants were asked to describe their experience throughout
the project, if it was enjoyable, and to share any major takeaways. Participant 4 found the
process to be “very enjoyable” and learned “a lot about my body and how to get out of my
comfort zone a little easier.” Participant 3 thought the process was “highly enjoyable” and said
“It taught me dance is more than showing off. It’s storytelling and patience.” Participant 2
mentioned that they enjoyed their time as well and found it interesting to see other people going
through the creative process at the same time. Participant 1 also enjoyed the experience and plans
on taking the techniques they learned into future choreographic projects.

24
Participant Journal Entries
Throughout the rehearsal process, participants were asked to respond to journal prompts
after each of the eight rehearsals. There were eleven total questions within the journal prompts to
allow participants a space to share their thoughts about the choreographic process and to evaluate
the choreographic methods used. The first journal prompt was given after the introductory
meeting, asking how the participants thought they would portray their character onstage, such as
if they thought they would be portraying the character in a literal or abstract manner. Participant
1 believed they would portray their character, Sailor Venus, in a literal manner as they “love the
character’s personality and message.” Participant 4 felt they would represent their character in a
structured manner, but it would look “very smooth and abstract to the audience.” Participant 3
thought they would portray the character in both a literal and abstract manner and would use
“shapes and motifs to portray the looks, thoughts, and emotions” of their character. Participant 2
stated they would portray their character in a “more abstract way” by “not allowing any
movement to have a concrete message.”
After the first rehearsal, two prompts were given. The first stated, “Today we used the
ShaGa movement language to warm up our bodies and minds. Did you find yourself moving in
any new ways? Did you discover any new movement? How can you apply these findings to the
choreographic process?” Participant 1 felt that ShaGa was useful by allowing them to “get out of
the perfection bubble.” Participant 2 discovered new movement and was able to take movements
they found into their choreography, stating that “ShaGa is so layered, I can take one or two
movements and use it as a choreographic tool.” Participant 3 also found they moved in new ways
and “felt very loose and free” and watched the researcher “model the movements and used the
techniques” to aid in choreography. Participant 4 stated “I found myself moving in ways I
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haven’t before. This will help me when choreographing because I will have more ideas when
trying to portray the character.”
The second prompt asked participants to describe how the source imagery provided
helped to begin their choreographic phrases, which would develop into their solos for
performance. Participant 4 said “It helped me because I always had a base to come back to if I
ran out of ideas and felt stuck.” Participant 3 said “The source imagery had a pose that helped me
begin my choreography efforts. She also had a positive and strong energy that I channeled to try
and emulate her character.” Participant 2 “imitated the shape and worked backwards to create
choreography” and participant 1 responded by saying “I love diving into characters personas, but
I have never tried to turn that into movement. So, visualizing how I thought she would move was
fun.”
After the second rehearsal, the participants were asked what choreographic methods used
so far did they find effective and their reasoning. Participant 1 responded “Choreographing with
constraints was difficult for me but opened my mind to new directions”. Participant 2 found that
using images to abstract movement from and ShaGa were most effective so far, stating “They
both have an outline as the root of the tool, so I felt it effective to work from that.” Participant 3
enjoyed using Forsythe Improvisation Technologies and “really liked the challenge of the floor
path/mapping.” Participant 4 replied “All of them are teaching me something new about my
body and how I’m able to move.”
The journal prompt after the third rehearsal was for participants to describe how they
were depicting their character/concept through their choreography and communication.
Participant 4 stated “I am trying to always go back to my picture reference and recreate that as
much as possible. I’m also trying to ‘act’ out what I think the character is like to interpret it
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more.” Participant 3 replied “I used a motif through the hand signal my visual included, as well
the floor mapping using her symbol. We are also working with different lighting methods and
backgrounds.” Participant 2 believed that they were depicting their character and communicating
the concept by “creating a mood for the movement” though experimenting with timing and
levels. Participant 1 responded that they depicted their character by being “Sexy, sly, and
motivated. She shows timing and control and try to portray that in the movement.”
Participants were each assigned a short clip of their character from Sailor Moon to watch
before the fourth rehearsal and were asked to describe how watching this clip helped to inform
their characterization within their choreographic process in this rehearsal. Participant 1 said “It
truly brought her [Sailor Venus] to life. The attitude I need, the movement quality…It helped
everything.” Participant 2 responded that watching the clip helped them understand “that the
character [Sailor Jupiter] is powerful and strong while maintaining femininity.” Participant 3
stated “Seeing her [Sailor Mars] movements as she transformed gave me a good visual to what
she is mostly like, who she is, and the energy I need to provide to emulate her.” Lastly,
Participant 4 was “able to see how the character moves and include that” and to think about
“how it [the movement] looks within my piece.”
After the fifth rehearsal, participants were asked what they thought the most effective
choreographic tool has been so far, as they had been exposed to more at this point. Participant 4
responded that “the one where we make shapes, slowly move out of them, then form a new one.
This is helpful because I feel that it looks very similar to the video clip so it’s easy to interpret;”
this tool is called shape-shifting, coming out of the Forsythe Improvisation Technologies.
Participant 3 preferred one of the tools from earlier in the process, choreographing through
constraints, stating “I enjoyed choreographic constraints. Using only lows/mids/highs and other
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parameters really allowed me to explore range of motion/creativity.” Participant 2 preferred
“following a floor path and ShaGa” because “it creates dynamic movement.” Participant 1 also
found choreographing through constraints to be the most useful so far because “It makes me
explore features outside of my norm.”
The prompt for the sixth rehearsal asked how the process for creating the duet differed
from that of the solos? Participant 1 described the process as “Give and take. Throw an idea out
there and be ready to receive one back.” Participant 3 found that “working with another person
and mind to create can be more fun and challenging.” Participant 4 stated that “There are
multiple minds working together so there’s more discussion, but more ideas help the process go
faster.” Participant 2 was not at this rehearsal, so the researcher acted as a stand-in. The duets
were not performed at the public performance.
Two prompts were given after the seventh rehearsal. The first inquired if participants
could identify an emotional connection to their role and if it has grown over the rehearsal
process. Participant 4 felt like they could generate ideas and choreography faster as the process
continued and as they get to know their character, Sailor Pluto, better. Participant 3 was able to
emotionally identify with her character, Sailor Mars, stating “My character has a
strong/confident personality – something I want to be more like.” Participant 1 found they were
able to connect to their role, Sailor Venus, illustrated by her response “Confidence, patience, and
sexiness. Getting to know her has made me get to know me.” While three of the participants
found an emotional connection to their character, Participant 2 did not, stating “I more so feel a
connection to the choreography itself rather than the role. I’m enjoying creating something I can
call my own.”
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The second prompt for the seventh rehearsal was about how participants felt as they got
closer to the public performance. Participant 2 was “excited to show off the process of this solo.”
Participant 3 stated “I am nervous but prepared and empowered through [the researcher’s]
guidance.” Participant 4 felt “prepared with what I have so far, but of course I question my
choreography choices every once and a while.” Participant 1 answered with a direct “Excited!”
After the eighth and final choreography rehearsal, participants were asked “What has
been your favorite choreographic tool for transformation in this process and why?” Participant 1
responded “Constraints and floor patterns. These are my weak points as a choreographer, and
these helped me break to a new level.” Participant 2 stated “Following a floor path has been the
most useful because it allowed me to use dance to travel and take up space rather than staying
within my kinesphere.” Participant 3 explained:
I have really enjoyed combining choreographic tools I learned from [the researcher] and
combining those with the character/concept of Sailor Moon. I used the floor mapping,
choreographing constraints, and Forsythe Improv Technologies. These were wellexplained and modeled techniques and easy for me to apply to my character with
feedback from [the researcher]. These methods gave me a clear direction for my
choreography.
Lastly, Participant 4 explained “I like how we’ve used all of them. They’re all so different, yet
when we connect them, they go together so well. I have learned so much more about my body
and how it moves because of these.
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Addressing the Research Questions
With the explanation of participant data gathered from the research instruments, the
research questions can be discussed in terms of the data.
Question One
Research question one seeks to provide guidance to the question “What choreographic
tools are more effective at translating source material into movement in comparison to others
used in the study?” This can be discussed in terms of data gathered from the post-survey and
participant journal prompts. The choreographic tools used in this study were literal translation,
abstract translation, ShaGa, Forsythe Improvisation Technologies, Viewpoints, and
choreographing through constraints. Each tool will be examined individually for effectiveness
based on participant responses.
Of the four participants, one preferred literal translation – taking the source material and
directly emulating it as dance. When looking at abstract translation, using the imagery and
dancing to a feeling response, two found it to be useful. Two found ShaGa, a movement
language that utilizes evocative cues, somatic experiencing, and mindfulness, to be helpful.
William Forsythe’s Forsythe Improvisation Technologies were also explored, specifically pointpoint-line, dropping points, video scratch, threading, matching points, shapeshifting, snapping
points, bridging, and dropping curves; two of the four participants found Forsythe Improvisation
Technologies to be their preferred methods. Of the Viewpoints method, the specific Viewpoint
of Space pathway, one’s direction through space was explored through translating the specific
symbols of Sailor Moon characters into defined floor pathways; four participants found this to be
a useful manner of translation. Three participants found choreographing through constraints,
using self-imposed parameters to enhance creativity, to be more effective. All participants
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reported more than one tool as their preferred methods of translation, illustrated in the figure
below.

Preferred Choreographic Tools According to
Journal Prompts
4.5
4
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Figure 1 Preferred Choreographic Tools According to Journal Prompts
According to participant data from the research instruments, the choreographic tool that
participants found most helpful for translating the source imagery into movement was
Viewpoints, specifically pathway. A close second from participant preferences was
choreographing through constraints. The least preferred method of translating imagery into
movement was literal translation.
Question Two
Research question two asked “Did participants prefer certain tools over others?”
According to post-survey data, Participants 1 and 3 preferred literal translation. Participant 2
preferred using Forsythe Improvisation Technologies and ShaGa. Participant 4 preferred both
Forsythe and literal translation. This is illustrated in the figure below.
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Preferred Tools According to Post-Survey
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Figure 2 Preferred Tools According to Post-Survey
From the participant journal prompt, participants responded with their preferred tools for
transformation. Participants were able to respond with more than one preferred tool, as these
prompts were open-ended questions. Participant 1 preferred choreographing through constraints
and Viewpoints, Participant 2 preferred Viewpoints, Participant 3 preferred choreographing
though constraints, Viewpoints, and Forsythe Improvisation Technologies, while Participant 4
preferred all tools equally. In total, four participants preferred Viewpoints, three participants
preferred choreographing through constraints, two preferred Forsythe Improvisation
Technologies, one preferred ShaGa, one preferred abstract translation, and one preferred literal
translation. This is illustrated in the previous figure, Figure 4.1.
Responses from the pre-survey data and participant journal prompt responses were
totaled to find the participants’ preferred choreographic tools for translating source material. In
scoring in this manner, literal translation, Forsythe Improvisation Technologies, and Viewpoints
all tied for the participants’ preferred choreographic tool with a score of 4. Choreographing
through constraints was a close second with a score of 3. ShaGa and abstract translation scored 2
and 1 respectively, illustrated in the below figure.
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Preferred Choreographic Tools - Total
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Figure 3 Preferred Choreographic Tools – Total
Question Three
Research question three asked “Were the choreographic tools used effective in translating
material?” According to the post-survey, all participants felt that choreographic tools were
effective in translating the source material. Particularly, Participant 4 felt that the methods were
broad, yet effective. Participant 3 felt the methods were effective and forced them to “dig deep”
while they were translating their source imagery into dance.
Summary
This chapter sought to examine the data gathered from the research instruments and to
attempt to provide solutions to the research questions. The researcher shared participant
responses to the pre-survey, post-survey, and participant journal prompts. The researcher also
compared the three research questions to the data gathered. In the next chapter, the researcher
will discuss future considerations for study, limitations to the study, and final conclusions from
this study.
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CHAPTER V
CONCLUSION
The purpose of this study was to examine and compare the effectiveness of certain
choreographic tools for the task of translating visual and literary material into concert dance,
specifically through translating the source material Pretty Guardian Sailor Moon. The study took
place from January to May of 2022 utilizing four participants. Information was gathered through
the use of a pre-survey, post-survey, and participant journal prompts to gather descriptive,
qualitative data to aid in the study. This researcher sought to achieve this task by investigating
the following essential questions:
Q1

What choreographic tools are more effective at translating source material into
movement in comparison to others used in the study?

Q2

Did participants prefer certain tools over others?

Q3

Were the choreographic tools used effective in translating material?

Findings
Data gathered from the study showed that several choreographic tools used within
movement translation tasks were preferred and more effective than others that were presented
over the course of this research study. Analysis of participant responses shows that this set of
participants preferred to translate images and videos from the source material Pretty Guardian
Sailor Moon into choreographic solos through the devices of literal translation, Forsythe
Improvisation Technologies, and focusing on the specific concept of pathway from the
Viewpoints method. The choreographic method that was least preferred and the least effective to
participants was abstract translation.
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Unfortunately, the research questions were not able to be answered as fully as the
researcher had hoped due to some participant responses; for example, one response question
asked what choreographic tools were more effective, while several participants responded with
what they preferred rather than what was effective, skewing these data. This is in part due to the
researcher asking several open-ended questions; in the future, the researcher could choose a
different type of response method to prevent this from happening.
Limitations of Study
Although this study was completed, there were several limiting factors. Two of the
participants had significant choreographic experience while the remaining two were at the
emerging level in terms of choreographic experience, at times limiting the amount of insightful
reflection that could be done though they were still able to carry out the work; more experienced
choreographers could have provided more data and benefited more from participant in the study.
The number of participants within the study was also a limiting factor, as the sample that data
were gathered from was small; a larger population would possibly have yielded different and
more meaningful results.
Considerations for Future Study
Data that were gathered and analyzed within this study did prove that participants found
certain choreographic tools to be more effective and preferred the task of translating visual
material into movement. Participants met twice a month at a local dance studio to partake in the
study, but it may prove more beneficial to repeat the study in a shorter, more concentrated
timeframe; a two-week long translation project in an undergraduate choreography lab or dance
composition course could be an excellent place to repeat this study.
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Another research model could modify the format of the choreographic process. In this
iteration of the study, one or two choreographic tools were introduced during each rehearsal and
were explored as participants began to translate their assigned imagery; allowing participants to
have a greater understanding of the tools before beginning to translate movement to choreograph
their solos could be more efficient and yield varying results. In future research, the researcher
could also modify the format of the research instruments, guiding the participants to answer the
research questions more accurately through a greater use of multiple-choice questions and fewer
open-ended response questions.
Conclusion
This research shows that several specific choreographic tools were preferred over others
for translating the visual and literary source, Sailor Moon, into concert dance. This research also
allowed participants to take a source material that they had little to no experience with and
transform it into dance solos for public performance. While this study did not concretely show
which choreographic tools were most effective in translating the source material into concert
dance, future iterations of the study will be able to meet this goal. The researcher has gained a
greater appreciation for their passions combining Pretty Guardian Sailor Moon and dance by
sharing them with others and seeing the results have a positive impact on the participants in this
study.
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CONSENT FORM FOR HUMAN PARTICIPANTS (AGES 18+) IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO

Thesis Title: Make-up! An Exploration of Choreographic Methods: Transforming Sailor Moon into
Concert Dance
Researcher: Drake Parrott, Graduate Student at the University of Northern Colorado
Research Advisor: Professor Christy O’Connell-Black, University of Northern Colorado
Purpose and Description: The primary purpose of this study is to examine various choreographic
methods for transforming literary and visual material into concert dance. This will be achieved by
transforming material from the magical girl series Pretty Solider Sailor Moon into a fully realized dance
concert.
During this study, you will participate in eight rehearsals culminating in a public dance performance,
accompanied by a pre-survey, a post-survey, several journaling activities, and a group discussion.
Journals will be collected at the performance.
Before the first rehearsal, you will fill out a pre-survey questionnaire which will take approximately ten
minutes.
Rehearsals will be 1.5 – 2 hours with a 5 – 10 minute journaling activity at the end.
For the first rehearsal, all participants will take a dance technique class in ShaGa from the researcher and
discuss various choreographic tools and improvisational methods, such as using rich imagery and
Forsythe improvisational technologies. Participants will leave the first rehearsal with an introductory idea
of their individual solos.
In the second rehearsal, solos will continue to be choreographed. There will be a short 2-3 minute
journaling activity at the end.
In the third rehearsal, solos will be completed or near completion. There will be a short 2-3 minute
journaling activity at the end.
In the fourth rehearsal, solos will be completed and begin to be refined. There will be a five minute
journaling activity at the end.
In the fifth rehearsal, a short duet will be choreographed. Solos will continue to be refined. There will be a
five minute journaling activity at the end.
In the sixth rehearsal, a short trio will be choreographed. Solos and duet will continue to be refined. There
will be a short 2-3 minute journaling activity at the end.

In the seventh rehearsal, a short group number will be choreographed. There will be a short 2-3 minute
journaling activity at the end.

Page 1 of 3 _______
(Subject’s initials here)
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In the eighth rehearsal, all pieces will finish being refined. There will be a short 2-3 minute journaling
activity at the end.

Before the performance, there will be a tech rehearsal to become accustomed to the performance venue,
as well as any stage lighting. If necessary for the comfort and peace of mind of participants, an additional
rehearsal will be added.
Participants will show their work in a public performance at the end of the rehearsal process. Several
days after the culminating performance, there will be a 30 – 45 minute group discussion.

Page 2 of 3 _______
(Subject’s initials here)
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At the end of the study, we would be happy to share your data with you at your request. We will take
every precaution to protect your anonymity by assigning a subject number to you. Only the researcher will
know the name connected with a subject number and when we report data, your name will not be used.
Data collected and analyzed for this study will be kept on a password protected computer available only
to the researcher. Completed consent forms will be stored in Crabbe Hall, room 308, the office of Christy
O’Connell-Black, Dance Education MA co-coordinator. Completed forms will be delivered in person by the
researcher. All data and consent forms will be destroyed after three years.
We may record the choreography and performance to assist in gathering data for the research. Please be
assured that we intend to keep the contents of these videos private unless you give permission below for
their use as an instructional aid.
Potential risks in this project are minimal. As with any physical activity, risks include fatigue, localized
muscle soreness, and the potential for strains and sprains of joints of the lower extremity. To counter this
risk, there will be adequate time to warm up prior to activity. In addition, if you become too fatigued or
uncomfortable, you may choose to stop at any time. In the unlikely event of an injury, we will contact
appropriate medical authorities.
Upon completion, you will be permitted to keep any video footage and photos and you will be paid $50.
Dance teachers, students, and choreographers will be the populations who most benefit from the results
of this study.
Participation is voluntary. You may decide not to participate in this study and if you begin participation,
you may still decide to stop and withdraw at any time. Your decision will be respected and will not result in
loss of benefits to which you are otherwise entitled. Having read the above and having had an opportunity
to ask any questions, please sign below if you would like to participate in this research. A copy of this
form will be given to you to retain for future reference. If you have any concerns about your selection or
treatment as a research participant, please contact Nicole Morse, Office of Research, Kepner Hall,
University of Northern Colorado, Greeley, CO 80639; 970-351-1910.

Subject’s Signature

Date

Researcher’s Signature

Date

If you give permission for Drake Parrott to use the video of your performance for instructional and
professional purposes, please initial below.
Initials _______
If you give permission for Drake Parrott to list your name in the concert program, please initial below.
Initials _______
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PARENTAL CONSENT AND MINOR ASSENT FORM FOR HUMAN PARTICIPANTS (15 – 17 YEARS
OF AGE) IN RESEARCH
UNIVERSITY OF NORTHERN COLORADO

Thesis Title: Make-up! An Exploration of Choreographic Methods: Transforming Sailor Moon into
Concert Dance
Researcher: Drake Parrott, Graduate Student at the University of Northern Colorado
Research Advisor: Professor Christy O’Connell-Black, University of Northern Colorado

With the help of several participants, I am researching the effectiveness of choreographic methods for
transforming literature and art into concert dance. If you grant permission and if your child indicates to us
a willingness to participate, then we will create a public dance concert over the course of eight to ten
rehearsals. In addition to rehearsal, your child will complete a pre-survey and post-survey, respond to
journal prompts, and participate in a group discussion.
Your child will be tasked with choreographing a solo with guidance from me using various choreographic
and improvisational tools, aiding in their development as a dancer. In addition, your child will take part in a
group number. Depending on the number of participants, your child could also be in a duet or trio. Each
rehearsal will end with a short journaling activity, no more than five minutes. Your child’s journal will be
collected at the public performance.
Within eight rehearsals, lasting 1.5 – 2 hours each, the concert will be choreographed. There will be a
tech rehearsal to become accustomed to the performance venue, as well as any stage lighting and
effects. If necessary for the comfort and peace of mind of participants, an additional rehearsal will be
added with ample notice.

This project will culminate in a public dance performance, estimated at thirty minutes of performance time.
Several days after the performance, your child will participate in a wrap-up meeting consisting of a group
discussion about the choreographic process. This will complete your child’s participation in this study.

I foresee no risks to your child beyond those that are normally encountered when dancing, such as
physical fatigue and muscle soreness. Potential risks will be mitigated by providing adequate time to
warm up. If at any time your child needs to take a break, they will be encouraged and welcomed to do so.

Page 1 of 2 _______
(Parent’s initials here)
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We may record the choreography and performance to assist in gathering data for the research. Please be
assured that we intend to keep the contents of these videos private unless you give permission below for
their use as an instructional aid.
We will take every precaution to protect your child’s anonymity by assigning a subject number to them.
Only the researcher will know the name connected with a subject number and when we report data, your
child’s name will not be used. Data collected and analyzed for this study will be kept on a password
protected computer available only to the researcher. Completed consent forms will be stored in Crabbe
Hall, room 308, the office of Christy O’Connell-Black, Dance Education MA co-coordinator. Completed
forms will be delivered in person by the researcher. All data and consent forms will be destroyed after
three years.
Upon completion, your child will be permitted to keep any video footage and photos and will be paid $50.
Dance teachers, students, and choreographers will be the populations who most benefit from the results
of this study.

Please feel free to call or email me if you have any questions or concerns about this research and please
retain one copy of this letter for your records.
Thank you for assisting me with my research.

Sincerely,
_______________________

Participation is voluntary. You may decide not to participate in this study and if you begin participation,
you may still decide to stop and withdraw at any time. Your decision will be respected and will not result in
loss of benefits to which you are otherwise entitled. Having read the above and having had an opportunity
to ask any questions, please sign below if you would like to participate in this research. A copy of this
form will be given to you to retain for future reference. If you have any concerns about your selection or
treatment as a research participant, please contact Nicole Morse, Office of Research, Kepner Hall,
University of Northern Colorado, Greeley, CO 80639; 970-351-1910.

__________________________________
Minor’s Full Name (please print)

______________________________
Minor’s Birth Date (month/day/year)

__________________________________
Minor’s Signature

Date

____________________

__________________________________
Parent/Guardian’s Signature
__________________________________
Researcher’s Signature

____________________
Date
____________________
Date
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If you give permission for Drake Parrott to use the video of your child’s performance for instructional and
professional purposes, please initial below.
Parent/Guardian’s Initials _______
Minor’s Initials_______
If you give permission for Drake Parrott to list your child’s name in the concert program, please initial
below.
Parent/Guardian’s Initials _______

Minor’s Initials_______
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APPENDIX C
LETTER OF PERMISSION FROM FACILITY
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APPENDIX D
PARTICIPANT PRE-SURVEY
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Make Up! An Exploration of Choreographic Methods: Transforming Sailor Moon into Concert
Dance

Pre-Survey Questionnaire

Participant Code:
Date:

Do you know what Sailor Moon is?
Yes
No
Have you watched Sailor Moon or read the manga?
Watched
Read
Both
Neither
If you have watched or read Sailor Moon, how much content have you watched or read?
I have neither watched nor read Sailor Moon.
Very little
A small amount
A moderate amount
A lot
All of it
When performing choreography, have you ever been part of its creation, or have you primarily
learned choreography by rote?
I have performed choreography that I have created.
I have performed choreography that I have been a part of creating.
I have only learned choreography by rote.
I have both learned choreography by rote and by creating it.
Have you ever translated a visual or literary source into movement? (Ex: Starry Night by Vincent
Van Gogh, Romeo and Juliet by William Shakespeare)
Yes
No
Unsure

52

If you have translated visual or literary sources into movement before, please explain the process
you have used or been a part of.

If you have not translated visual or literary sources into movement before, please explain how
you think this could be done.
If you have translated visual or literary sources into movement, please explain your methods.
What new knowledge or understanding do you think you will gain from participating in this
project?
Please read this list of concepts that can be found in Sailor Moon and check any that may
resonate with you.
Love
Tenderness
Venus

Justice
Personal
Growth
Mars

Loneliness
Redemption Solitude
Compassion Resilience
Moon

Teamwork
Stars

Empathy
Mercury

Jupiter

Neptune

PLuto

Saturn

Uranus

Please list any concepts from Sailor Moon that are important to you that are not listed above, if
applicable.

Please briefly describe any learning preferences when it comes to learning choreography.
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APPENDIX E
PARTICIPANT POST-SURVEY
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Make Up! An Exploration of Choreographic Methods: Transforming Sailor Moon into Concert
Dance
Post-Survey
Participant Code:
Date:

Did you gain an increased affection, understanding, or appreciation of Sailor Moon after this
project?
Yes
No
Are there any specific concepts from Sailor Moon that resonate with you more after participating
in this project?
Did you feel that the choreographic methods used were effective in translating the assigned
imagery into movement? Please explain why.
Is there anything you would have liked to do differently in the choreographic process if you were
to participate in a similar project?
Were there any specific methods of creation/transformation that you preferred? (Ex: matching
points from Forsythe improvisational technologies, using somatic experiencing, etc)
Forsythe improvisational technologies
ShaGa
Literal translation
Abstract Translation
Viewpoints (Pathway)
Choreographing Through Constraints
Other: ________

Did taking part in creating the movement help connect to the character or concept you portrayed
onstage?
Could you see yourself using choreographic methods you learned in this project in any future
choreographic projects of your own? Which in particular?
How could the choreographer improve this process in the future?
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Do you think participating in similar projects could affect how participants feel about other
literary or visual works? (Ex: Harry Potter, Shakespeare, Friends, The Golden Girls, etc)
Please compare this choreographic process to learning choreography by rote. Did it help the
movement feel more authentic to your body?
Please describe your experience throughout this project. Was it enjoyable? Do you have any
major takeaways?
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APPENDIX F
PARTICIPANT JOURNAL PROMPTS

57
Make Up! An Exploration of Choreographic Methods: Transforming Sailor Moon into Concert
Dance
Participant Journal Prompts

The below prompts will be given to participants for them to respond to in a journal. Participant
journals will be collected after the post-performance group discussion.

To be given after the introductory meeting:
1) In what ways do you think you will portray your character or concept onstage? For
example, do you think you will be portraying your role in a more literal or abstract
manner?

After the first rehearsal (two prompts):
1) Today we used the ShaGa movement language to warm up our bodies and minds. Did
you find yourself moving in any new ways? Did you discover any new movement? How
can you apply these findings to the choreographic process? Please describe these thoughts
below.
2) Please describe how the source imagery provided to you helped begin your choreographic
phrase today.

Second rehearsal:
1) What choreographic methods used so far do you find effective? Why or why not?

Third rehearsal:
1) Describe how you are depicting your character/concept through your choreography and
communication.
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Fourth rehearsal:
1) Before this rehearsal you were asked to watch a short clip from Sailor Moon. How
watching this clip helped to inform your characterization?

Fifth rehearsal:
1) What do you think the most effective choreographic tool has been so far? Please explain
your reasoning.

Sixth rehearsal:
1) How has the process for creating the duet differed from the solos?
Seventh rehearsal:
1) Can you identify an emotional connection to your role? If so, please explain how this has
grown over the rehearsal process.
2) How are you feeling as we get closer to the performance?
Eighth rehearsal:
1) What has been your favorite choreographic tool for transformation in this process and
why?

